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Portrait of Eliahu Gat, Safed, 1978
Rachel Shavit's archive, Tel Aviv
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THE “TAZPIT” — 1964 — EXHIBITION

demonstrates an aspect of The Israeli Painting and
Sculpture Art, which is represented by a group of Israeli
Artists who live and create from a viewpoint : seeking to
express themself with pure, as well as free from any
speculative, attitude to Art.

The “Tazpit” Group fights for the progress and
promotion of The Israeli Art in Israel and ahbroad.

These Artists antagonize any “Plastic—Expression”
based upon “External Impression”, and contend any trade
with “Jewish Inhibition”, as well as any other abuse of
Symbols : which have lost their meaning long ago, and
which, to our regret, still find a response among wide
cireles of the publie and its Institutions, which are impressed
by sentiments and sensations leaned upon the past having
no foundation whatsoever in reality.

We, The “Tazpit” Group, do not strive for any
sensational discoveries in this Exhibition, or for any
revolution in Art; but, we define ourselves as congenial
artists with a common language, who wish to express an
outlook of the era in which we are living and ecreating...
Moreover, we do exhibit herewith an Art which its main
meaning is not of an “External Deseription” of subtances
and figures, but an emotion being felt and created in each
artist’s soul before being expressed figuratively.

We find it quite justified to demonstrate this
homogenous exhibition in order to bhe able to show our
artistic creations uncompromisingly and in their real aspeet
which they do represent.

The “Tazpit” Group
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A7IX 771 ,D11RLZNA 110X
Eliahu/@at painting’in

Nahal Shlomo, 1986

Rachel Shavit's archive, Tel Aviv
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1948 ,117n T'7 ON1T V1L
38x55 ,171 7V |NW Wax

Still Life by the Window, 1948
Oil on canvas, 55x38



67

5071 TIY UXNX 1170 T'7 ON1T V1o
65x100 ,YV 7V 1NW "WIX
D10 NDIX

Still Life by the Window, mid-1950s
Oil on wooden panel, 100x65
Private collection

66

177 1952 ,071an
64x80 ,T1 7V 1NV "WIX
DN DIN

Interior, circa 1952
Qil on canvas, 80x64
Private collection



69

5071 I YXAX 197
70x50 ,11D1{7 7V 1NW vaxX
DIN NDIX

Jaffa, mid-1950s

Oil on cardboard, 50x70
Private collection

5071 TIw N7'NN 197 :11LNn7
29x19 ,7™1 7V 11NAY

Bottom: Jaffa, early 1950s
Pencil on paper, 19x29

68

1949 171 :17ynY7
24.5x31 "1 7V 1Ny
11X 77,00 NDIX

Top: Jaffa, 1949
Pencil on paper, 31x24.5
Private collection, Tel Aviv



71

5071 Nuw n7'nn 19°
44.5x32 217V 1Nay

Jaffa, early 1950s
Pencil on paper, 32x44.5

70

5071 NMY N7°'N7N 191 1701
35.5x25.5 11 7V 1N
Church in Jaffa, early 1950s
Pencil on paper, 25.5x35.5



73

50711 MY 71" A7 D17
47x63 ,]1D1{7 7V 1NW WaX

The Church in Tiberias, 1950s
Oil on cardboard, 63x47



75

50771 TNIW TI'WXY ,0'0NY
67x49 ,11DI{7 7V |NW "WYX

Seagulls, early 1950s
Oil on cardboard, 49x67



77

50771 NI ,N" IINT 1T
96x69 ,]11D1{7 7V 1N WX
12X 771 ,M7'W 21T QDIX

Couple Under the Moon, 1950s
Oil on cardboard, 69x96
Dubi Shiloah Collection, Tel Aviv

76

50771 T11IW YXAX 0711 Q1]
68x47.5 ,T1'7V 1NW "vi1X
n'7w1 17 QDIR
Mountain View, mid-1950s
Oil on canvas, 47.5x68
Levin Collection, jerusalem



79

1957 ,1"YNY 0OV NINT
100x70 , 717 TNX1IN 1107 7V NY "WaX
"IN NDIX

Figure with a Parasol, 1957
Oil on cardboard mounted on canvas, 70x100
Private collection

78

1955 ,1'1" V7{7 1i71' T

54x73 717V 1NW wax
Portrait of Claire Yaniv, 1955
Oil on canvas, 73x54



81

1957 ,ywAan 0'an nx1
160x130 ,71 7V 1N 'W1X
VIT' X7 D1j7'N

The Murder of the Innocents, 1957
Oil on canvas, 130x160
Lost

80

71V7 1956 ,10Xj7*1 07

TIVIT' X7 MT'N,T1 7V 1NW "WaY

VIT' X7 D1j7'N

After Picasso, circa 1956

Oil on canvas, measurements unknown
Lost



83

1957 ,ywAn 0'an nx1
130x89 ,71 7V NW W1X
12X 771, TIINK7 1'IX 771 1IX'TIN NDIX

The Murder of the Innocents, 1957
QOil on canvas, 89x130
Collection of the Tel Aviv Museum of Art



85

1958 ,01011 7V 17'n1
89x115 ,71 7V 1NW Wwax
Boy on a Horse, 1958
Qil on canvas, 115x89

84

V7 1957 ,i711'n
60x81 , 717V 1NV "yIx
D10 NDIX

Baby, circa 1957

QOil on canvas, 81x60
Private collection



1V7 1962-1961 ,i1°X*T19N1{7
70x50 1717V 0N WY
17X ,'D10 NUIXR

Composition, circa 1961-1962
Watercolor on paper, 50x70
Private collection, Herzliya




1IV7 1962-1961 ,i1°X'T1AN1{7
70x50 1717V 0N WY
17X ,'D10 NUIXR

Composition, circa 1961-1962
Watercolor on paper, 50x70
Private collection, Herzliya




91

TIV7 1962-1961 ,i1°X*T1AN1{7
70x50 117V 0N WY
17X711 7010 NDIX

Composition, circa 1961-1962
Watercolor on paper, 50x70
Private collection, Herzliya

920

1V7 1962-1961 ,i1°X*T19N1{7
70x50 117V D' WA
17X ,'D10 NUIXR
Composition, circa 1961-1962

Watercolor on paper, 50x70
Private collection, Herzliya
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60771 TT1IW NY7'NN "X 119117
78x60 ,T1 7V 1NW WaX

Composition, early 1960s
Oil on canvas, 60x78

92

60711 MY N7'N1N X '119n17
100x70 ,1™17V 0N WX
Composition, early 1960s
Watercolor on paper, 70x100



1V7 1962-1961 ,i1°X*T19N1{7
70x50 1717V 0N WY
17X ,'D10 NUIXR

Composition, circa 1961-1962
Watercolor on paper, 50x70
Private collection, Herzliya




1V7 1962-1961 ,i1°X*T19N1{7
70x50 1717V 0N WY
17X ,'D10 NUIXR

Composition, circa 1961-1962
Watercolor on paper, 50x70
Private collection, Herzliya




60711 TIW YXNIX 71021 1°X*'119N1{7
79x60 ,T1 7V 1NW WaX

Composition in Blue, mid-1960s
Qil on canvas, 60x79




60711 TTIW YXNIX ,D1TX 1'¥'711AN1j7
80x60 ,T1 7V 1NW W1X

Composition in Red, mid-1960s
Oil on canvas, 60x80




103

60771 T1IW N10 11
65x50 ,T1 7V 1N WaX

Landscape, late 1960s
Oil on canvas, 50x65

102

60711 TI1IW YXNIX {71171 71X 11Ny
80x60 ,T1 7V 1NV W1X

Composition in Green, mid-1960s
Qil on canvas, 60x80



60711 T11W N10 11
80x60 ,T1 7V |NW "WIX

Landscape, late 1960s
Qil on canvas, 60x80




107

1969 ,"T1 1"V
80x60 ,T1 7V 1NW WaX

Ein Gedi, 1969
Oil on canvas, 60x80

106

60711 T11W N10 11
80x60 ,T1 7V |NW "WIX

Landscape, late 1960s
Qil on canvas, 60x80



1967 ,117'N 11 MTIN

100x90 ,71 7V NW WX

TN 'Y, NINXT 1DYNN 0IX
(D'IV '7N1 NMIYXNXI NXRD 127'VN)

Mount Meron Slopes, 1967

Qil on canvas, 90x100

Collection of Ein Harod Museum of Art

(from the artist’s estate through Rachel Shavit)

6071 TIW , 719X "7
50x35 117y 11N0'Y

Hills of Safed, 1960s
Pencil on paper, 35x50




111

1967-1966 710X

100x100 , 717V |NW "Wa¥

TN 'Y, TIIARY 19WN0 (01X
(D'IW 7N MYXNXI AR 12T'WN)

Safed, 1966-1967

Oil on canvas, 100x100

Collection of Ein Harod Museum of Art

(from the artist’s estate through Rachel Shavit)



113 112

60711 N1Iw 110,011 OV Q11 1970 ,1'IX T1UN
100x70 , 71 7V 1NW "WIX 96x67 ,T1 7V INW "vaxX
Landscape with Houses, late 1960s Maoz Aviv, 1970

Qil on canvas, 70x100 Oil on canvas, 67x96
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41x32 A"M17V 1T

Landscape, 1966
Ink on paper, 32x41

Landscape, late 1960s

Qil on canvas, 56x71




1969 ,1"'DWIX'71 11N NAY 1 1966 ,N11
78x60 ,T1 7V 1NW WaX 41x32 A"M17V 1T

Safed View from Beit Glicenstein, 1969 Landscape, 1966
Oil on canvas, 60x78 Ink on paper, 32x41




119

60711 N1IY 110 Q11
70x52 , 717V 1NY 'vax

Landscape, late 1960s
Oil on canvas, 52x70

118

6071 My N0 127
98x97 ,T1 7V 1NV W1X

Jaffa, late 1960s
Oil on canvas, 97x98



121

60711 TMIY 110 11"AWX
70x50 "1 7V NW WX

Woman-Landscape, late 1960s
Oil on paper, 50x70



123

122

1969 11" NMW'X
130x100 ,T1 7V JNW "vaxX

Woman-Landscape, 1969
Oil on canvas, 100x130

1966 ,01TX T1 7V D1V

130x97 , 717V 1NV WIX

TN 'V, N1INKXRT 1DWNN N0IX
(D'2W 701 TMYUXNXD AR 1127'VN)

Nude on Red Cloth, 1966

Oil on canvas, 97x130

Collection of Ein Harod Museum of Art

(from the artist’s estate through Rachel Shavit)



125

70711 NIY  117WR
97x97 , 11 7V 1NV W1X

Woman-Landscape, 1970s
Oil on canvas, 97x97

124

7071 Y ,01TX 11
80x60 ,T1 7V NW "WaX

Red Landscape, 1970s
Qil on canvas, 60x80



127

1972 MITWNR
98x75 ,T1 7V 1NW WX
NTN7°1'IX 71 ,ANNN 01N NDIX

Woman-Landscape, 1972
Oil on canvas, 75x98
Moti Hamama Collection
Tel Aviv-London

126

1972 11

80x60 ,T1 7V |NW 'wax
Landscape, 1972

Qil on canvas, 60x80



129

701 Ny Q1
90x65 ,T1 7V 1NW WaX

Landscape, 1970s
Qil on canvas, 65x90

128

7071 MY A1
90x65 ,T1 7V [NV "Wa¥

Landscape, 1970s
Qil on canvas, 65x90



131

1973 ,1j7V" 1112TN 11

50x35 111 7V 1NY 11

1'aX 771 ,'010 NDIX

View from Zichron Yaakov, 1973
Oil pastels on paper, 35x50
Private collection, Tel Aviv

130

7071 NIY A1
80x60 ,T1 7V 1NV "WIX

Landscape, 1970s
Qil on canvas, 60x80



133

:0'X1i1 0D'TINYa
1973 ,T1T 7Nn1:01A
100x80 ,T1 7V 1NW WX

Previous pages:
Detail: Nachal David (Wadi Sdeir), 1973
Qil on canvas, 80x100

1973 , 1T 7N1
100x80 ,T1 7V 1NW "W1X

Nachal David (Wadi Sdeir), 1973
Qil on canvas, 80x100






137 136

1973 ,1"7¥11 V71 7V DN1T V1D

69x99 ,T1 7V 1NW "W1X 70711 TIY ,A11 V{71 7V DNIT VID
Still Life against the 70x100 ,T1 7V NV "W1X
Backdrop of Herzliya, 1973 Still Life against the Landscape, 1970s

Oil on canvas, 99x69 Qil on canvas, 100x70



139

70711 MY ,0N1T Vi
80x60 ,T1 7V 1NW WaX

Still Life, 1970s
Oil on canvas, 60x80



141

7070 MY 1w
181x131 , 717V |NW "vax
11Y7 ,"DA0 DX

Woman-Landscape, 1970s
Oil on canvas, 131x181
Private collection, Ra’anana

140

1974 1
80x60 ,T1 7V NW "waX

Landscape, 1974
Qil on canvas, 60x80



143

70711 NIY 11w
76x62 , 717V 1NW WaX

Woman-Landscape, 1970s
Oil on canvas, 62x76



145

70711 TIW 11
70x50 ,T1 7V |NW "Wa¥

Landscape, 1970s
Oil on canvas, 50x70

144

7071 NI A1
80x60 ,T1 7V |NW "WIX

Landscape, 1970s
Qil on canvas, 60x80



147

1975 777D {711 171" T
70x100 ,71 7V |NW "W1Y

Portrait of Rivka Talpir, 1975
Qil on canvas, 100x70



149

70711 TIW 11 NWX

80x60 ,T1 7V 1NW WX
Woman-Landscape, 1970s
Oil on canvas, 60x80

148

7071 MY Q11
73x54 717V |nW "Wax

Landscape, 1970s
Qil on canvas, 54x73



151

1975 ,17111 fIN1N"Y

116x100 ,71 7V 1NV W1X
Nude in the Landscape, 1975
Oil on canvas, 100x116



153

1975 7111 WX
100x95.5 ,71 7V |NW V1Y
1'7¥71 ,'D10 NDIX

Woman in the Landscape, 1975
Oil on canvas, 95.5x100
Private collection, Herzliya






157

1975 ,71T¥N
100x70 ,T1 7V 1N "WaX

Masada, 1975
Qil on canvas, 70x100

:0'NTIy7n D'TINVa
1975 ,17¥N D10
100x70 ,71 7V 1NV WX

Overleaf:
Detail: Masada, 1975
Oil on canvas, 70x100



159

1975 ,(D17T) NAx (11
80x60 ,T1 7V |NW "WaX

View of Safed (South), 1975
Qil on canvas, 60x80



161

1975,0"7 11NN *T1 1"V

70x50 , 717V |NW "vax

Ein Gedi Slope to the Sea, 1975
Oil on canvas, 50x70

160

7071 MY Q1
96x68 ,T1 7V 1NW "viX

Landscape, 1970s
Qil on canvas, 68x96



163

7071 MY 11

48.5x33 117V 1NYW M1
Landscape, 1970s

Qil pastels on paper, 33x48.5

162

70711 N N1

80x60 ,T1 7V 1NW WX
Landscape, 1970s

Qil on canvas, 60x80



165 164

1976 ,M11 V{71 7V ON1T V1D 1976 ,711 V{71 7V DN1T V1D
86x63 ,T1 7V NW "W1X 80x70 ,T1 7V |NW "waxX
Still Life against the Landscape, 1976 Still Life against the Landscape, 1976

Oil on canvas, 63x86 Oil on canvas, 70x80



167

70771 11w 712X 111 DN1T V1D
100x80 , 71 7V 1NW WaX

n'7w1N 17 NDIR

Still Life in Safed Landscape, 1970s
Qil on canvas, 80x100

Levin Collection, Jerusalem



169

168

1976 ,i11" N7 NLID
100x80 ,T1 7V NW "WaX

Saint Katherine, 1976
Oil on canvas, 80x100



171

1976 ,712¥1 N1TI¥XNA 7V DXV
80x60 ,T1 7V 1NV "W1Y¥

Trees on the Fortress in Safed, 1976
Oil on canvas, 60x80



173

:0'X1i1 D'TINYa
1976 ,J17°X :D1A
100x80 ,T1 7V NW WX
Previous pages:
Detail: Eilat, 1976

Oil on canvas, 80x100

1976 ,N7'X
100x80 ,T1 7V 1NV vaX

Eilat, 1976
Qil on canvas, 80x100
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177

1976 M1 NWX
100x100 ,71 7V |AW "WIX

Woman-Landscape, 1976
QOil on canvas, 100x100

176

1976 N7'X
60x50 ,T1 7V 1NY W1X

Eilat, 1976
Qil on canvas, 50x60



179

1976 ,i711" V{71 7V N1y
80x78 , 717V 1NW aX

Nude against a Green Backdrop, 1976
Oil on canvas, 78x80

178

1976 NT7'X

100x80 , 71 7V 1NW iy
Eilat, 1976

Qil on canvas, 80x100



181

1976 , WY

65x48 ,T1 7V 1NW WX
Shoresh, 1976

Oil on canvas, 48x65



183

1976 ,j711" 7V D11V
100x80 ,T1 7V 1NV vaX

Nude on Green, 1976
Qil on canvas, 80x100



185

1976 ,7111 N1V

100x70 , 71 7V 1NW W1X

Nude in the Landscape, 1976
Qil on canvas, 70x100

184

1976 M1 WX
73x60 ,T1 7V 1NV "WaX

Woman-Landscape, 1976
Qil on canvas, 60x73



187

1977 ,111 ANV AT'RX
115x80 ,71 7V 1NW WX

Nude Aida in the Landscape, 1977
Oil on canvas, 80x115



189

1977 ,q11 Y{71 YV ONI1T V1D
129x115 ,71 7V |NW "WIX

Still Life against a Landscape Backdrop, 1977
Oil on canvas, 115x129

188

1978-1977 ,0'11V OV TAY
110x110 ,T1 7V [N "Wa¥

Safed with Clouds, 1977-1978
Qil on canvas, 110x110



191

1978 ,71AX V{71 7V NI11* 11" 1T 17107
120x120 ,71 7V [N "W1X

Portrait of Dorit Yonat
against the Backdrop of Safed, 1978
Qil on canvas, 120x120



193

1978 ,"7Xn 171" 1
115x115 , 71 7V 1NW WX

Portrait of Mali, 1978
Qil on canvas, 115x115

192

1978 ,I0X
129x115 ,T1 7V [NV "Wax

Safed, 1978
Oil on canvas, 115x129



1978 ,1171¥1 D171 DV D'7W11T "i
99x79 ,T1 7V 1NW "vaX

The Jerusalem Hills with
Orange and Yellow, 1978
Qil on canvas, 79x99




197

1978 ,]712V OV 7Y 11
80x60 ,T1 7V |NW "Wa¥

Safed View with a Crane, 1978
Oil on canvas, 60x80

196

1978 ,1*IX1 1L
70x50 , 71 7V 1NW 'WaX
Latrun in Spring, 1978

Qil on canvas, 50x70



199

-

1978 ,M1171 710 DM T V1D
100x100 ,71 7V |NW "W1X

Still Life in front of the Landscape, 1978
Qil on canvas, 100x100
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Landscape, 1970s
Ink on paper, 34.5x49.5
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Portrait of Mary Dotan, 1978
Qil on canvas, 124x100
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The Synagogue in Safed, 1979
Oil on canvas, 100x100
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Landscape, 1970s
QOil on canvas, 100x100
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Landscape, 1970s
Ink on paper, 34.5x49.5
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Woman-Landscape, 1970s
Qil on canvas, 105x125
Dekel Family Collection, Nofim

204

70711 MY ANy
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Nude, 1970s

Ink on paper, 32x48

Private Collection, Tel Aviv
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Woman-Landscape, 1970s
Qil on canvas, 80x100
Dekel Family Collection, Nofim
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Front: Landscape, 1980
Oil on canvas, 60x80
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Back: Landscape, 1980
Qil on canvas, 60x80
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Ein Gedi, 1980
Qil on canvas, 60x80
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Safed Houses, 1980
Qil on canvas, 70x100
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Landscape, 1980s

Oil on canvas, 80x100
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Trees in the Landscape, 1980
Oil on canvas, 60x80
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Woman in Strong Light, 1981
Oil on canvas, 100x120
Private Collection, Tel Aviv
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Nude, early 1980s
Qil on canvas, 60x80
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View from Zichron Yaakov (South), 1982
QOil on canvas, 80x100
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View from Zichron Yaakov

towards the Sea (North), 1982
Qil on canvas, 80x100
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View from the Slaughterhouse, 1982
Qil on canvas, 80x100
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Landscape, 1981
Oil on canvas, 80x100
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Woman-Landscape, 1982
Oil on canvas, 100x100
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Safed (View of Mount Tabor), 1981-1983
Oil on canvas, 60x92
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Landscape, 1979-1983
Oil on canvas, 80x100
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Landscape, 1970s
Ink on paper, 32x46
Private Collection, Tel Aviv
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Nude in the Landscape, early 1980s
Oil on canvas, 100x120
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Zichron Yaakov, 1983
Oil on canvas, 80x100



235

1982 ,M111 N1V "NV1
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Nude Naomi in the Landscape, 1982
Oil on canvas, 76x94
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Ayalon Valley in Storm, 1983
Qil on canvas, 80x118
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Woman-Landscape, early 1980s
Oil on canvas, 100x120
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Landscape, 1985
Qil on canvas, 50x100
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Beit Daniel Grove, 1982-1986
Oil on canvas, 60x90
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1951

1952

1953-1954

1956

1958

Co-founded The Ten group
and participated in all its

exhibitions (1951-1960)
Married Chaya (née Zig)

Traveled to Paris
for the first time

Trained with Ori Reisman and
Michael Gross under the
painter Jean Souverbie at the
Ecole des Beaux-Arts, Paris

Returned to Israel and set up a
studio in Old Jaffa

Started painting
monochromatic views of Jaffa,
Acre, Nazareth, Safed, and
other locations

From this year on, Gat
participated in most of the
general exhibitions of the
Painters and Sculptures

Association

Studied at the Art Teachers
School in Tel Aviv, and started
working as an art teacher in

different schools
His son Ehud (Udi) was born

Discovered the fate of his
family who perished in the
Holocaust

Exhibited a duo show at the
Tel Aviv Museum of Art with
Efraim Lifshitz

1959

1960

1961-1963

1963

1964

1964-1978

1965

Received the Histadrut
Artist Award

Exhibited a duo show at the
Jerusalem Artists’ House with
Efraim Lifshitz

Painted the abstract
watercolors series

Exhibited a solo show at the
Tel Aviv Artists House

Signed the manifesto of Tazpit
(An Israeli Exhibition of
Painting and Sculpting)
exhibition at the Tel Aviv

Museum of Art

Exhibited a solo show at
Dugit Gallery, Tel Aviv

Exhibited a solo show at the

Negev Museum, Beersheba

Returned to oil color and
started developing affinities to
impressions of reality in his
abstract language of painting

Started spending every
summer in Safed

Directed the Bat Yam
Art Institute

Exhibited a solo show at

Bat Yam Museum

Started teaching at
HaMidrasha Art Teacher’s
College in Tel Aviv, which later
moved to Herzliya and then to

Ramat HaSharon

1966

1967

1969

1970

1971

1972

1973

1974

Exhibited a solo show at
Dugit Gallery, Tel Aviv

Exhibited a solo show at
Holon Gallery of Art, Holon

Exhibited a solo show at
Lim Gallery, Tel Aviv

Exhibited a solo show at Katz
Gallery (Idan Gallery), Tel Aviv

Bought and renovated a house
and a studio in the Artists
Quarter in Safed

Received an art teachers
award from the Ministry of

Education

Exhibited a solo show at the

Jerusalem Artists’ House

Founded the group Aclim
with Rachel Shavit, and
participated in all its
exhibitions (1973-1982)

Started creating the women-

landscapes paintings

Exhibited a solo show at the
Holon Art Gallery

His marriage to Chaya ended

Started his relationship with
the painter Rachel Shavit

Co-initiated and directed with
Rachel Shavit plein air

painting workshops throughout
Israel with the artists of Aclim,

guests, and students

1975

1976

1977

1978

1979

1980-1981

1981

1983
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Exhibited a solo show at
Beit Leyvik, Tel Aviv

Exhibited a solo show at
Katia Granoff Gallery, Paris

Exhibited a solo show at the
Visual Arts Beersheba Center

Received the Dizengoff Artist
Prize from Tel Avi Municipality
(with Raffi Lavie)

Exhibited a solo show at the

Jerusalem Artists’ House

Exhibited a solo show at Haifa

Museum of Modern Art

Taught at Bezalel Academy of

Arts and Design, Jerusalem

Served as chairman of the
Painters and Sculptures
Association

Exhibited a solo show at
Beit Leyvik, Tel Aviv

Was sent with Rachel Shavit
to the artists’ residency The
Cité Internationale des Arts
in Paris by the Ministry of
Education

Traveled to the United States,
United Kingdom, and Italy

Returned to Israel
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and presented many solo exhibitions, including at the Holon Art Gallery,
Beit Leyvik in Tel Aviv, Katia Granoff’s renowned Parisian gallery, the Visual
Arts Beersheba Center, the Jerusalem Artists’ House, and Haifa Museum
of Modern Art. In addition, he also served as chairman of the Painters and
Sculptures Association for almost two years, and taught at Bezalel for one
year. One of Gat’s crowning achievements in this period was his acceptance

(together with Raffi Lavie) of the 1978 Dizengoff Prize.

g. The Last Years: 1983-1987
Shortly after Aclim disbanded, Eliahu Gat and Rachel Sahvit were sent to the

artists’ residency The Cité Internationale des Arts in Paris by the Ministry of
Education. After six months in Paris, the two travelled across western Europe
and the United States, visiting the finest museums and art galleries, before
returning to Israel.

In 1984 Yigal Zalmona, who at the time served as the curator of Israeli
art at the Israel Museum in Jerusalem, initiated a retrospective exhibition of
Gat’s works. He approached Gat, and the two started working together towards
its realization. However, Gat had a heart attack, and was hospitalized in Ichilov
Hospital. He underwent heart surgery and prostate surgery, and as a result of his
diminished health suffered a stroke that left him half paralyzed. After four months
in the hospital, Gat moved to Beit Levinstein to start his rehabilitation. During
the five-month long treatments, Gat slowly regained his health: first, his memory
recovered, then he regained the ability to talk, and later his motoric skills were
also restored, largely thanks to the fact that he continued painting on his sickbed.

This difficult period concluded not only with his release from the hospital,
but also with the opening of his retrospective exhibition at the Israel Museum.
The exhibition and Gat’s works received respect and acclaim, as is perhaps best
articulated in the review written by Raffi Lavie, an artist who represents the new

generation and a sharp-tongued critic:

The Israel Museum does partial justice with the painter Eliahu
Gat by holding an exhibition of his pictures. Partial justice

since this exhibition is long overdue [...] Gat, who in the

mid-1960s was among the Modernists and painted abstract
almost Minimalist paintings, felt that this is not his real world,
and decided to be unpopular, unfashionable, and returned to
painting landscapes in a turn of the century style [...] it is very
difficult for an artist to avoid anachronism, since in most cases
he has nothing to add to what has already been said in this field.
This is not the case of Gat, whose landscape paintings, which
still preserve the material juice and color subtleties typical of
French painting to this day, have a place in art. Another drop to
what was already said. ] recommend to any art lover to take a

pilgrimage to this show.

In the following years, Gat continued to paint despite his deteriorating health.
He even made a point of painting in nature, and did not stop holding exhibitions.
Eliahu Gat died in the fall of 1987 in his home in Safed, and was buried in the

city’s cemetery.



works by Souverbie in the early 1950s - Eliahu Gat, Michael Gross (who did
not attend the Beaux-Arts), and Ori Reisman. Perhaps it is not accidental that
each of them developed, in his own unique and intimate language, a painting
of the female nude in the landscape, through which he manifested his private
world.””” And so, the unofficial trio of painters of the woman-landscape genre
inlocal art was born, with Reisman and Gross on its minimalist-reserved side,
and Gat on its maximalist-expressive side.

The woman in the women-landscapes paintings is not perceived as an
independent subject, and her nudity is not portrayed in a certain context - she is
not depicted bathing or brushing her hair, nor in the role of a goddess or a figure
whose nudity is explained by a narrative (biblical or mythological, for instance),
she is also not a model in an artistic exercise. The subject has been objectified
and converted into an object stripped of her singularity and human qualities
and serves in the role of an archetype. The woman-landscape is a large figure,
if you will - as large as the image of the landscape in which she is reclining, and
with which she merges, in harmony that unravels the boundaries between body
and nature, allowing mutual diffusion spots, where the qualities of man and
nature, the definition of figure and background, and the virtues of the woman
and the landscape, intertwine and fuse with one another.

The woman-landscape is a mixture that draws on the principle of pantheist
unification (which rejects the belief in a supernatural divinity and embraces
the perception that God is in everything).”” The qualities of the woman and
the landscape - mountains, valleys, and curves; trees, hands, and legs; hair and
flora; disposition and climate; topography and anatomy - all these are presented
in the painting as one whole, one energy, a homogenous unit of material and
spirit. Hence, the woman-landscape is a natural phenomenon just as it is a
representation of an archetypical feminine essence. Despite the absence of all
symbolic elements, in the local context - and even more so in the context of Eretz

Israeli culture - the woman in the landscape and as the landscape is an allegory

for the nation. She is the Daughter of Zion, the Virgin of Zion, she is Mother
Earth.”" This synthesis is also the basis for the painter’s erotic relation to the
landscape. Eros, which sets the landscape ablaze with its tempestuous rhythm
and fiery hues, is stoked by the presence of the nude woman and becomes the
piece’s driving force. This force is comprised of libido, the creative drive, and the
longing for the place, harnessed towards the expression of the human, the place,
and the sense of rootedness. This, of course, corresponded with the objective of
Aclim group, and can be traced back to the aspirations of The Ten group, which
Gat helped formulate and which were the solid conceptual ground of his art.

1t should be noted that the synthesis woman-landscape stems from the
male dominance in the social order (and in the artistic and cultural worlds)
and of man’s (the painter’s) patriarchal gaze on the world - the conquest of
the land as the conquest of a woman. “Returning now to the issue of women”
these are the opening words of a quote from anthropologist Sherry Ortner’s
essay “Is Female to Male as Nature to Culture?” (quoted by Ellen Ginaton in
the discussion of Reisman’s art, but just as pertinent to Gat’s paintings), which
continues: “their pan-cultural second-class status could be accounted for,
quite simply, by postulating that women are being identified or symbolically
associated with nature, as opposed to men, who are identified with culture.”
As Ortner notes, this creates a dipole of masculine culture, art, reason versus
the feminine wildness, passion, and sexuality. This contrast stresses the fact
that the nudes in the women-landscapes paintings are reclining passively
in front of the male painter’s creating gaze. The dialectics of the position
of the painting draws a clear distinction between the painter who creates
culture and the sleeping woman who merges with the landscape, intensified
in the meeting of the brush and the canvas, of the creating (and libidinal)
painting tool and the (empty, white, unspoiled) canvas, ready to absorb the
fruits of desire and to produce the image of the woman.

The Aclim period was particularly prolific and important in Eliahu

Gat’s art: he participated in all of the group’s 13 shows in Israel and abroad,



distinct political nature associated it with the left, and therefore, opposing it
was perceived as identifying with the right.”” In this context, it is interesting
to look at Gat’s adherence to the regionalist trend and his opposition to the
universalist trend on the background of its changing reception: in the 1950s,
when Gat was in The Ten group, the opposition to Ofakim Hadashim was
perceived as a leftist position, politically speaking, however, now in the 1970s,
Gat’s adherence to localism was perceived as a rightist position. It seems that the
consistent world view and artistic integrity it engenders trump any attempts to
label Gat’s and Aclim’s art and reduce it to nothing more than political. Galia Bar
Or articulated this in her essay about Ori Reisman: “Upon his return to Israel,
Eliahu Gat tried to pose a new action vis-a-vis the abstraction of New Horizons,
for example through alternative activity of a group of artists such as The Group
of Ten (already established in 1950), and later in the Aclim (‘Climate’) group. But
Reisman’s and Gat’s power lay in painting, rather than in manifestoes, theoretical
formulations, or a charismatic introduction of a presence in the artistic scene.
The time was ripe for a fresh alternative to New Horizons, but Reisman’s and
Gat’s painting never obtained the right context.”

This preference of action over theory characterized the activity of Aclim
group. lts energetic activity included not only the individual artmaking of the
group’s members, but also group exhibitions in Israel and worldwide (13 in total),
discussions, and peer critiques, sessions and symposia with artists and intellectuals,
and workshops of plein air landscape painting, which in addition to Aclim artists
were also attended by guest artists and students - workshops that became the pride

of the group, and particularly Gat, who saw art education as a calling.”” The

group considered the plein air landscape painting workshops as opportunities
to restore the connection between art and the place without any barriers - each
artist according to his or her artistic dialect and feelings, expressing the values
of light, shade, tonality, weather, texture, and all the other characteristics of
the place, while realizing the group’s vision.

The Aclim group period was a prolific chapter in Gat’s art, who at the
time was already in the sixth decade of his life. His mature painting, which was
rooted in the experience of the place, was honed and expanded in those year,
gaining a conceptual foundation and practical opportunity in the framework
of Aclim group. Gat’s art continued to be devoted to the landscapes of Israel.
However, alongside landscape paintings — which were the lion’s share of his
oeuvre, still life paintings, and portraits (mostly of artists and friends), Gat
turned to the genre of nudes - female nudes.

At times Gat’s female nudes are reclining on their backs and other
times they are depicted on their side, sometimes their head is portrayed in
the foreground and other times their legs are in the front, sometimes their
breasts and genitals are exposed, and other times they are veiled from the
viewer. The nudes occupy most of the pictorial space, as the landscape usually
does in Gat’s paintings, and portrayed with the same expressive, intuitive, and
fiery nature of his landscapes. “I see the woman’s body and the landscape in the
same manner,” said Gat,”’ and with these words established the amalgamation
woman-landscape in his work.

The origin of this synthesis of a nude woman and the local landscape goes
back to Gat’s days in Souverbie’s atelier in Paris. The influence of the French
master on Gat and his Israeli colleagues was not immediate; it had a gestation
period, at the end of which Reisman and Gross (in the 1960s) and Gat (in the
1970s) reached the motif of the woman-landscape. “In classical art he found
a profound affinity with nature and the human spirit, and in his paintings
he developed the theme of the monumental female nude in the landscape, a
type of physical and spiritual representation of the forces of nature and the
universe,” wrote Galia Bar Or on Souverbie’s paintings, continuing to the matter

of the influence on his students: “Three Israeli artists were exposed to these



signs that read: “The Eyes of the Nation” - an expression first used by Golani
soldier Danny Masas in reference to the battle of Mount Hermon; we can also
link the origin of Bezalel “students rebellion” (1977-1978) to the Yom Kippur
War, partly because of the influence of anti-militarist activity initiated by the
teachers Moshe Gershuni, Micha Ullman, and Yehezkel Yardeni, but also as
part of a general spirit of defying authority among the younger generation, as
Ullman described it: “The reason for the students’ rebellion also stems from the
times [...] the traumas of the War and the desire to rebel against authority has
led them to rebel against the somewhat too strict management.”

During the War, and in response to the fighting spirit that imbued the
Israeli public, the new artist group Aclim was established. The group was founded
by Eliahu Gat and Rachel Shavit, who at the time became a couple (Gat’s marriage
to Chaya ended in 1973), and its core also included Ori Reisman. Gat, Shavit, and
Reisman were the only members to participate in all of the group’s exhibitions.
Other artists who took part in Aclim’s shows include Michael Gross, Claire Yaniv,
Hannah Levy, Zvi Aldouby, Avraham Ofek, Shimon Avni, David Ben Shaul,
Shimshon Holzman, Zvi Tolkovsky, Deganit Berest, Yoram Rozov, Yehezkel
Streichman, John Byle, Tova Berlinski, Ezra Orion, and Hannah Megged.

Aclim group was formulated around the affinity between art and place

and the sense of one’s rootedness in it. In their artist statement they declared:

Our group is not homogenous. We deliberately chose the
different rather than the similar as the point of departure.
The spirit that unites the exhibiting artists is the sense of
rootedness in the land. A relation to the landscape, the
light and local atmosphere. This is in the shadow of the

transformation that we experience in this time of trial.

With this statement and its realization, Aclim group declared themselves to
be (by no means the only) opponents to the conceptual position, which they
thought has led art to be too self-involved and limited, or serve as a means for
transmitting political and social messages on the expense of the values and quality

of the art. It seems that the group has raised the banner of anachronism, and

indeed it was conservative in comparison to avant-garde trends. However, if we
bring into the equation the acceptance of the conceptual trend and the critical
contents identified with its artists into the heart of the artistic establishment
and cultural discourse, we can see things in a slightly different light. “We have
here, 1 believe, a spontaneous and not artificial phenomenon. To a certain
degree, this is even an anti-establishment phenomenon,” wrote the art critic
Miriam Tal, explaining that “the (artistic) establishment prefers completely
different and in part ‘innovative’ phenomena at the moment; in most cases,
this innovation is false. While art is pluralistic; and the artwork is not the slave
of fashion.””” The call to anchor art in the place and to form affinities between
painting and the local landscape, light, and climate, sought to be the answer
and cure for the crisis in Israeli society in the wake of the Yom Kippur War, and
compensate for the shift away from capturing the local essence in Israeli art.

With that, Aclim group was another link in the chain of Eretz Israeli art that
has been dwindling since the 1950s (alongside the attempt of The Ten group to
imbue it with a younger spirit), and it is possible that its shows were “the last
‘Eretz Israeli’ and possibly even ‘Zionist’ shows ever exhibited in the Israeli art
world,” as Gideon Ofrat concluded in his essay on this matter.”" Accordingly,
Aclim was perceived as advocating a rightist position. While Gat did have a
national sentiment, the political position attributed to him and Aclim group
was emphasized not because of the political views of its artists, most of whom
identified with the leftist Labor movement,”" or because of the few statements
they gave on this matter,”~ but stems from their oppositional stance to the

universalist perceptions in general and conceptual art in particular, whose



by the views of Safed, Ness Ziona, Bat Yam, “The Large Area” and Jaffa, Tel Aviv,
Sidney Ali and Herzliya, Zichron Yaakov, Wadi Milek, Ein Hod, The Jezreel Valley,
Palmachim, Ayalon Valley, Latrun, Ein Karem, Abu Gosh, Lifta, Jerusalem, Masada
and The Judean Desert, Ein Gedi, Santa Katarina and Sinai, Sde Boker, Eilat and
many more. This was Gat’s great shift to the outdoors, “to the warm land,” in his
words, a land that he conquered with his feet and in his painting. As he delved
into his work, he also distilled the conceptual foundation that he would come
to formulate as an artistic-cultural world view that will serve him in his next

significant body of work.

f. Aclim Group: Synthesis of Women,
Landscapes, and Women-Landscapes, 1973-1982

On the afternoon of Yom Kippur 1973, sirens pierced the silence across Israel after
a coordinated attack of the Syrian and Egyptian forces against south and north
Israel. The attacks came as a complete surprise; they shook the Israeli political
leadership and military top ranks to the core, so much so that they gave rise to
a fear that this might be “the end of the third temple,” in the words attributed
to the Defense Minister at the time, Moshe Dayan,”’~ and marked the beginning
of the Yom Kippur War. The War went on for three weeks in October, but in
fact ended completely only in mid-1974, when the fighting that still raged at
the Syrian front stopped. The euphoria and complacency that pervaded Israeli
society after the crushing victory over the Arab forces in the Six Days War were
replaced by deep shock and sense of failure, triggered by the shortcomings of the
political and military leadership that allowed the surprise attack. The failure of
leadership and the military have shaken Israeli society and led to the biggest crisis
the country experienced thus far, a crisis whose direct and indirect aftermaths
were a deep mistrust in the leadership and a regime change (the 1977 “upheaval’),
recognition in the limits of military strength, waves of migration from Israel
and a “return” to Orthodox Judaism, the collapse of the Eretz Israeli myth of
the Sabra, the deepening of the chasm between rightwing and leftwing views,
and the formulation of critical discourses surrounding the Israeli-Palestinian

conflict, as well as shattering the myth of social equality - ethnic, gender, and

financial - that engendered civic protests in these and other arenas.

With these historic events, and in light of the changes in the international
art scene, Israeli art also underwent a radical transformation.”” The conceptual
position that emerged in the early 1960s (and in Israel in the 1970s) undermined
the foundations of art by questioning the status of the art object, challenging
art institutions like museums and galleries, declaring the death of painting, and
promoting the perception of the artist as an intellectual with an idea rather than
a craftsman. In the process, the conceptual position set concept as the purpose
of art (Conceptual Art), consequently opening the boundaries of the artistic
medium to new expanses like Earthworks, body art, video art and photography,
sound art, performance art, and so on. In broad strokes, Israeli Conceptual Art
in the 1970s can be divided into two: on the one hand, artworks that strive to
realize the idea of “art for art’s sake” to its fullest, addressing the values of art,
the components of the artwork, its conceptual foundation, modes of creation,
and its relation to the space in which it is exhibited; and on the other hand,
the perception of art as a vehicle for activism that carries social, political, and
environmental meanings and messages, which usually takes place outside of
the “white cube,” i.e., museums and galleries. In fact, this division echoed the
dialectics of the Israeli art world in the 1940s and 1950s, between social and
political art that addressed topical issues, and abstract, self-reflective art.

The Yom Kippur War triggered artistic expressions by artists from both
streams of Conceptual Art, as well as from other artistic trends.”” Thus, for
instance, in 1974 Mordecai Ardon painted the monumental triptych Yom Kippur,
which consists of the panels Kol Nidre (left), Sacrifice (center), and Requiem
(right) and was a cosmic-mystical-symbolic expression of the horrors of the War;
Yigal Tumarkin reacted to the War in real-time, and his paintings (exhibited in
the Helena Rubinstein Pavilion of Tel Aviv Museum of Art) incorporated images
of planes, tanks, and military equipment in a language that was influenced by

American Pop Art; also in 1974, Michal Naaman placed on Tel Aviv beach two



speaking, the composition of Gat's landscape paintings devoted most of the space
to the land, leaving only a narrow frieze of sky, which is not typical to the genre.
Sometimes it is completely missing, leaving the painting devoid of sky - with only
the view of the land. This is a terrestrial painting, one that prefers earthliness over
heavenliness, material over spirit, and man over a higher power. The stance of
man (the painter) before the landscape (and the painting) is the reference point
around which the image of the landscape is usually arranged. However, the “veins”
of the landscape, the lines in nature, do not converge into a vanishing point in a
perspective that by its very nature places man at its center. Nor do the colors fade
in accordance with the rules of atmospheric perspective. Rather, the painting’s
sense of depth is created by the intertwining “veins” of paint, their varying density,
and changing rhythm. It seems that in Gat’s painting there is no hierarchy between
the parts of the painting and their function in the landscape - near, far, high,
low, warm, cold, dense, ethereal, center, margins, defined form and formlessness;
all are given equal significance in Gat’s artistic translation. The form, the color,
the lighting - the entire portrayal favors experience over representation. The
transformer through which the landscape view passes as it becomes a landscape
painting is the psyche (experience) rather than the eye (representation), and the
painting that takes shape is formed as a portal to the experience of the landscape
while it is still experienced. Not for nothing Gat held in high esteem the warm and
expressive painting of Claude Monet (in his later works), Vincent van Gogh, and
his favorite Jewish French Expressionist Chaim Soutine, whose influences can be
detected in Gat’s painting, particularly from the 1970s onwards. From that time,
a scorching feeling imbued his painting, which was dominated by warm colors
such as yellow, ocher, orange, and red. Even colors that are cool by nature, like
green and blue, merged into the burning composition as though they were warm.
“In Israel the light is warm and the shade is also warm,”" explained Gat vis-a-vis
the origin of his paintings’ torrid atmosphere. This was a part of the perception
of localism formulated through the qualities of color, on which he commented
elsewhere, saying: “my palette is formed by subtler nuances of the same color, 1

consider even the green to be an integral part of the warm earth. In this case, it

stops being green and becomes warm.” "~ The general heat is a part of the painter
and his painting’s sensual relation to the land and the view, a relation that will
culminate in the women-landscapes paintings that portray nude women in the
landscape and nude women as the landscape.”” Generally speaking, we could say
that Eros, in the sense of the creative passion fused with the desire for the place, is
the driving force in Eliahu Gat’s current body of work and in his mature works.

The general consensus was that Gat’s return to the land and to landscapes
is one of his greatest achievements thus far. “If the watercolors that Gat exhibited
a year ago constituted a decline in the painting tension,” wrote Joav BarEl in one
of his reviews, “his current exhibition demonstrates that this was a decline that
would lead to a rise. There is no doubt that in his current exhibition Eliahu Gat
has reached achievements that far surpass all of his previous achievements.” ” This
tone is iterated in other reviews of that time, in which it was written for example
that “this exhibition by the painter Eliahu Gat is a turning point in the painter’s
path. Here he managed to fuse together his two earlier modes of expression.” " In
a later review from those years, Ran Shehori stated that “Eliahu Gat reaches the
highpoint of his art in the pictures in which the formal element disappears almost
completely, and the entire canvas seems to be made of an abstract texture of a well
processed and baked colorful vibration.””" Elsewhere, Amnon Barzel concluded
and wrote that these paintings are “an outcome that is an achievement and a
valuable asset in Israeli painting.”

Gat lived in Holon, had a studio in Bat Yam, and in the summer in Safed, and

traveled across Israel constantly. His paintings from those years were populated



The abstract watercolors that Eliahu Gat painted mark a seminal moment
in his oeuvre. Gat, whose painting was to a large degree inhibited both in terms
of color palette and in terms of form, found a release in this Tachistic-Informel-
Expressionist painting - an artistic release that will have a significant impact on
his later work and on the formulation of the foundations for the artist’s mature,
cohesive, and distinctive art. At the time, Gat did not recognize the significance
of the abstract watercolors and planned to destroy them when he moved his
studio from Jaffa to Bat Yam. Presumably, Gat would have gone ahead with this
plan were it not for the art collector and gallerist Menashe Baltman (owner of
Baltman Gallery in Old Jaffa) who stopped him, bought many of these paintings,
and in fact saved them from destruction and oblivion.

While this period was marked by Gat’s artistic and personal conflict, a
conflict rooted in the difficulties he experienced as well as the clash between
artistic styles, cultural outlooks, and the discourse surrounding the role of
art, the end of the period was marked by catharsis - if you will, the release of
emotional charges through sublimation that elevates and channels the released
emotions into the artwork. The cathartic moment also resolved Gat’s internal
artistic conflict, ushering in the period of his cohesive and familiar art for which
he is best known. In the words of Gat: “A stage of disconnection for me were the
watercolors 1 did in the 1960s. In these watercolors 1 explored the values that were
the beacon of Israeli art during the reign of Lyrical Abstraction. This attempt
influenced my color palette in the following period. The next stage was going

outdoors and everything implied by the brightness, by the sun, and the color.”

e.To the Warm Earth: 1965-1972

And so, Eliahu Gat stepped through the gates of his mature, cohesive, and distinctive
art. In 1964 he held an exhibition at Dugit Gallery, which already featured landscapes
that he painted in nature in varying degrees of figuration and abstraction. At the
time he also adopted the habit - which he would keep throughout his life - of
spending the summer in Safed and painting the Galilee landscapes. In 1971 he

even bought and refurbished a house in the city’s Artists Quarter, which served

as his residence and atelier. Gat spent the following years exhibiting in various
galleries in Israel and teaching, particularly in the Bat Yam Art Institute which
he directed from 1964, and from 1965 at HaMidrasha Art Teachers College (in
1972 he received the Ministry of Education art teachers award) - but most of
all, delving into the depths of his art. From the mid-1960s to the early 1970s,
Gat formulated and honed his artistic language which will serve him thereafter.

Gat’s mature painting was devoted to the land and the landscape, and
drew its power from the time he spent in nature. And so, even when it was a
portrait painting, the figure was presented against the landscape. Even when it
was an interior, a window would have been opened in it, letting the landscape
in. If it was a still life, it was set against an open window, almost falling to the
landscape outside. And even when it was a nude - and particularly when it
was a nude - the figure was placed in the landscape and even harmoniously
merged with it.

Gat’s mature painting conflates the objective foundation with a subjective
expression, meaning, the origin of the painting in the portrayal of an existing
reality (mimesis) and its aspiration to express the essence of certain values in
reality through painting in general, and through the personal language of painting
in particular (formalism). With that, Gat’s art transformed Modernism’s one-
way linear path to progress - total abstraction, into a two-way nonlinear route.
Gat’s artistic language possesses great charisma. We can use the Italian notion of
“bravura,” which means skillfulness, to describe the demonstration of courage
or the artist’s technical skill. In painting, the term is usually used in reference
to brushstrokes that convey the subject they depict while maintaining their
freedom as an autonomous artistic value. Usually any given painting displays
some moments of “bravura,” however, in Gat’s paintings the entire surface was
the ground that showcases the movement of the heavy, “doughy” brush (as in
the Italian painting term “impasto,” whose literal meaning is “dough”), laden
with paint. Gat’s painting placed a great emphasis on the painting’s surface, on
the texture and the facture. In Gat’s work, these two tactile qualities delineate
a web of “veins” that spread across the painting with long and flowing or short
and rhythmic hand movements, organizing the landscape on the surface of the
painting. The brush roams the canvas, walks the trails of paint, bends along the
curves of the mountainside, and rises with the green tree top that stretches high

- the movement of the brush is tantamount to merging with the land. Generally



spraying and mixing colors on the paper. In this case, a concern emerges that
with the shift to abstraction, Eliahu Gat has lost the essence of his painting,
which would be a shame.”

Gat found a conceptual basis for these paintings in a new group of artists,
both young and established, who joined forces in a group exhibition based on a
shared artistic platform. The exhibition was held in 1964 under the title “An Israeli
Exhibition of Painting and Sculpting,” which would give the group its name - Tazpit
1964, or in short Tazpit.”” The exhibition was held in the Helena Rubenstein
Pavilion of Tel Aviv Museum of Art, after some exceptional labor pains.”” In the

accompanying catalogue, the artists printed the following statement:

...These Artists antagonize any “Plastic-Expression” based upon
“External Impression,” and contend any trade with “Jewish
Inhibition,” as well as any other abuse of Symbols: which have
lost their meaning long ago, and which, to our regret, still find

a response among wide circles of the public and its Institutions,

which are impressed by sentiments and sensations leaned upon
the past having no foundation whatsoever in reality.

We, The Tazpit Group, do not strive for any sensational
discoveries in this Exhibition, or for any revolution in Art;

but, we define ourselves as congenial artists with a common
language, who wish to express an outlook of the era in which we
are living and creating... Moreover, we do exhibit herewith an
Art which its main meaning is not of an “External Description”
of substances and figures, but an emotion being felt and created

in each artist’s soul before being expressed figuratively.

After Ofakim Hadashim’s last exhibition in 1963, as early as 1964 the new artists
group Tazpit has taken on itself to walk in the footsteps of Ofakim Hadahim, as
its statement reflects. This should come as no surprise since a few of the artists
featured in the exhibition were co-founders or members of Ofakim Hadashim.
This is true of the artists Pinhas Abramovic, Yitzhak Danziger, Aharon Kahana,
Avigdor Luizada, Avshalom Okashi, Moshe Prupes, Yehezkel Streichman, Yechiel
Shemi, Chaim Kiewe, Moshe Kupferman, Yigal Tumarkin, and Raffi Lavie,
but not of Eliahu Gat. As mentioned earlier, Gat belonged to the camp that
challenged Ofakim Hadashim in the previous decade, when his personal and
cultural climate was different. However, the changes in conditions shaped a
reality in which the paths of these artists crossed. Having said that, the power
of the current group of artists was in organizing and holding the exhibition
in the respectable venue on the backdrop of a minor uproar - “Angry Painters
Exhibit in Tel Aviv,” the press announced.

The text written by Tazpit artists as an open letter or communiqué of
sorts corresponded with Gat’s abstract watercolors. “..an emotion being felt and
created in each artist’s soul before being expressed figuratively” - this is after
all the essence of the expressive, formless, purposeless, uninhibited, undevised,
and nonhierarchical paintings, which are pure spontaneous, passionate, and

intuitive expression.



own art. This conflict is rooted in the clash between two contrasting attitudes
that articulate the relationship between reality and the artwork. One perception
maintains that art has to adhere to reality, and correspondingly, to the time and
to the place, while the opposing perception calls for the total autonomy of art
and for its complete independence from the external world. In fact, this is
the same old conflict between the ideal of The Ten group and the ideal of
Ofakim Hadashim, which dominated the discourse of Israeli art, particularly
in the first decade after the establishment of Israel. Therefore, there were
no hints that foreshadowed the sharp turn that Gat’s painting took rather
surprisingly, when the pendulum of his art swayed abruptly in the direction
of pure abstraction.

In 1961, Gat started painting a series of watercolors, which he simply
called “paintings” or “compositions.” These paintings achieved a radical degree
of abstraction by abandoning any mimetic commitment, and with a belief in the
autonomy and immanence of art. No longer painting that relied on impression
but rather painting that relies on expression and externalization of an internal
feeling. This series of paintings started from a father-son experience. Gat sometimes
took his son Udi with him to the studio, and on one occasion the two painted
together with watercolor on sheets of paper they laid on the studio floor or easels.
During this childlike game and freedom, Gat found himself filling these sheets
of paper with transparent layers of watercolor superimposed on one another, or
seeping into one another. This was not a thought-out act of painting, but rather
a spontaneous and intuitive action in which Gat sprayed, splashed, smeared,
dripped, and drizzled watercolor on the paper. In an interview, Gat’s friend, the
curator Miriam Tovia-Boneh, described one of her visits to Gat’s studio: “One
day 1 dropped in, sheets of paper were scattered on easels throughout the room,
approximately 20 large sheets, 70 by 50 cm, a couple of full cans of paint with
a brush in each. Gat walked around throwing paint and told me: ‘My incident’
He simply exploded and started scribbling - splashes of paint, drips, gallons of
thin and transparent paint at once. [...] he was on a rampage, | thought he had
gone mad. Angry, yelling, splashing paint. And then he did a show - beautiful!”.

“My incident,” as Gat referred to the abstract watercolors he painted,

is an apt definition of this shift in which art is transformed from an object
to an event - an event that takes place within the artist while he creates.
The artistic object, i.e. the painting, becomes an arena that documents the
movements of the body and the spirit of the artist during the Dionysian
intoxication of creation, the (Nietzschean) ecstasy, opening a window to the
psyche and delineating the (Crocesque) intuition of the artist.

The abstract watercolors, which Gat painted mostly in 1961-1963, were
first exhibited in a solo show at the Tel Aviv Artists House in 1963. Revealed
for the first time, the sharp turnaround was not well-received, and critics did
not spare Gat. The art critic Arye Lerner wrote, for instance, that “Eliahu Gat’s
exhibition can cause disappointment to anyone who has been following the
explorations of this serious painter, who progressed slowly but surely from
stylized representational painting to a more abstract mode of expression.
It is possible that he has reached a dead-end and in his dissatisfaction and
impatience abruptly leapt to what looks like pure abstraction. In the artists’
pavilion on Alharizi Street he presents dozens of watercolors that look like an
unbridled torrent of watercolor on paper. 1t seems that in this type of painting,
the artist’s role is reduced into the selection of the paint he will pour unto
the paper. From there onwards, he loses all control over the colorful fluid
that flows aimlessly without any guiding hand, like floodwater.”" Joav BarEl,
who recognized the joy of painting in Gat’s watercolors, also concluded his
review on a negative note: “Eliahu Gat arrives to abstract painting very late,
and he must have known that this approach to painting by its very nature
demands very strict formal discipline. Not only the aspect of letting go is
important here, but ‘letting go’ within a precise formal framework, which
maintains the essence of figurative painting even when it discards the subject
matter. Surprisingly, this formal discipline is not found in Eliahu Gat’s painting.
There is a mood, there is playfulness, there is a joy of creation, but there is no

internal arrangement of formal units, but rather a tendency to use effects like



all male children under two in revenge for the failure of his plan to murder
the newly born king of the Jews. The other painting titled The Murder of the
Innocents was painted in 1958. It depicts a baby lying on his back in a stroller,
playing with a rattle as he is led towards the door of a crematorium, surrounded
by tongues of fire. Here we already find a direct reference to the Holocaust - a
directness that Israeli art did not adopt immediately, but only after a “cooling
period” in which it tried to come to terms with the aftermath of the inferno.
The crucified babies and the baby led to the mouth of the incinerator are the
Gat family, and stand for more than one million Jewish babies who perished in
the Holocaust, the war that haunted the artist a decade after its end.

The last painting in this series also depicts a small boy - this time, sitting
on a wooden horse and holding a toy. This is Udi (Ehud), the son of Eliahu and
Chaya Gat, who was born in 1956. Painted in 1958, this painting, titled Boy on
a Horse, ended “The Gray period” and Holocaust paintings with a major chord
that affirms life over death, and future generations over the burden of the past.

Eliahu Gat’s “Gray Period” ended in 1958 with the artist’s first solo exhibition
at Tel Aviv Museum of Art alongside a solo exhibition of his friend the painter
Efraim Lifshitz. The list of works featured in the humble exhibition pamphlet
reveals that Gat exhibited a selection of paintings from the recent years, including:
Figure with a Parasol, Sunset at the Port, Facing the Sea, Rooftops, Alley in
Jaffa, Arab Village, Landscape with Houses, Twilight in Safed, and the painting
The Murder of the Innocents, which he presented as a gift to the Museum’s
collection after the exhibition. The latter stood out from the other paintings,
and its acceptance is demonstrated in the words of the art critic Yosef Sarik,
which reads: “This is a painting that reflects our time, its spiritual and social
crisis.””” While The Murder of the Innocents is not a typical example of Gat’s
works in terms of narrative and subject matter, the painting certainly attests to
the mood of “The Gray Period,” which was captured faithfully in another review
that noted that Gat “constructs his pictures decisively with defined planes of
color, forming heavy and melancholy color harmonies. The landscape and its
phenomena, houses, sea, boats, and sky all look like accomplices who share the

same purpose: to create a gloomy and contemplative atmosphere that protests,

as though incidentally, against the hardships of life and its grief.”

In 1959, at the end of Gat’s exhibition at Tel Aviv Museum of Art, the artist
received the Histadrut Painting Prize, and in 1960 he exhibited once more with
Efraim Lifshitz, this time at the Jerusalem Artists’ House. That same year, The
Ten group disbanded after a dozen exhibitions spread over almost ten years.
Eliahu Gat was one of the two artists (besides Efraim Lifshitz) who participated
in all of the group’s exhibitions, and as Yigal Zalmona would write, years later:
“We can say that his art was the crystalized and finest manifestation of The Ten

group’s vision.””" With that, the era came to its end.

D. Conflict and Catharsis:
Abstract Watercolors, 1961-1964

In the early 1960s, Eliahu Gat found himself at an impasse. The trends of abstraction
overpowered the local painting approaches, universalism superseded religiosity,
and individualism triumphed over collectivism. These were soon joined by
the influences of international avant-garde art scenes of the time, which were
adopted by the young generation of artists.”~ These phenomena served as the
backdrop to the disbandment of The Ten group, which was Gat’s support in the
formulation of his identity in the local art field. He now had to embark on new
paths, which were yet unknown. Gat also experienced difficulties in his private
life. In addition to dealing with the fate of his family, the pressure of earning
a living also weighed him down, and he felt personal frustration generated by
the difficulties of marriage life and heartache after a fleeting affair. The series
of blows that Gat endured in such a short span of time even pushed him to the
brink of suicidal thoughts, which he abandoned.

This was the background to a conflict that arose in Gat’s life and artistic
practice. On the one hand - his devotion to the path he had walked in until then,
and on the other hand - the option of adopting a new direction and acknowledging

the changes in the general artistic climate and organic transformations in his



In this text, the group declared their intention to adhere to reality and represent
the sights of the land and its people, while criticizing the abstraction trends in

general, and Ofakim Hadashim in particular. Here are their words:

A bad spirit pervades many of our artistic circles, a spirit

of running away from reality to the abstract, to the
cosmopolitan, while erasing any indicators of time and place.
[...] Following this path here, in Israel, at a time of acute social
struggle, is nothing but copying outdated and obsolete things
from a foreign reality. This is no longer enough for us. [...]
The problems we set before us are not problems of shaping
forms, but problems of giving shape to a certain content. We
are indigenous to this land and we love it, on all the good and
bad in it. Its landscapes and its people [...] if you would drop
someone into an exhibition by Ofakim Hadashim or many of
the artists who exhibit extensively, he would not be able to
tell in which country he was or the period to which their art
belonged; everything is floating - intangible, cosmopolitan,
beyond time and place. Beyond the problems of life. [...]

It is time that we repay society what we owe it. That we

turn art from a luxury item for snobs and a privileged few,
into a commodity for the masses. [...] Only from a renewed
assimilation in our real experiences - shall we accomplish
this. We are standing at the beginning of the path, but we are

confident that this is the path towards a new Israeli art.

This was the background against which Eliahu Gat formulated his new artistic
style that will characterize his works until the late 1950s. In his current creative
chapter, which we can call “The Gray Period,” Gat limited his color palette to
minimalism that left it with a monochromatic range of browns, ochers, and
mostly a blackish gray.”* The subjects of his paintings, meaning, the various

objects portrayed in Gat’s paintings, were delimited by thick dark outlines that

also served to define the geometric arrangement of the general composition. The
brushstrokes became more uniform compared to the expressive brushstrokes
of his previous works, and the uniform areas of color formed a flat topography.
In the studio in Old Jaffa, Gat painted Acre, Nazareth, Safed, and Arab villages,
but in “The Gray Period,” he depicted mostly the houses of Jaffa and the city’s
rooftops, the Greek Church, port, figures on the beach, and similar views of Jaffa.

The paintings of “The Gray Period” are melancholy and at times gloomy.
They even have an existential tone that centers around man, his loneliness and
existential angst.”” The pinnacle of this period and the existential spirit that
pervaded it are The Murder of the Innocents paintings from 1956-1958, which
are some of Gat’s most important works. This series originated in an accidental
encounter that took place in 1956, with a woman that Gat had known from his
childhood in Wilejka. Gat, who did not know the fate of his family in Europe,
discovered for the first time that his father, mother, brother, and sister managed
to survive the Holocaust, yet in 1945, not long before the end of the War, their
hiding place was discovered and they were murdered. The news about the fate
of his family devastated Gat, who poured his grief into these laments. The two
first paintings, titled After Picasso, were inspired by Picasso’s 1937 masterpiece
Guernica, created in response to the bombing of the Basque town Guernica
in the Spanish Civil War. At the center of Gat’s large-scale painting we find a
distorted boy in a Picassoesque formation, whose agonized pose is indebted to
the figures in Guernica (and to some degree to the boy at the center of Picasso’s
1952 Massacre in Korea). There is also apparent chromatic and formal affinity
between Gat’s blackish-gray painting and Picasso’s. Gat’s two following paintings,
titled The Murder of the Innocents, continue his personal lament on the murder
of his family, and especially his brother and sister, whom he remembered as small
children. In the first painting of 1957, Gat depicted two babies crucified on the
cross, one holding a thorny branch - which stands for the crown of thorns that
wounded the head of Jesus during his crucifixion and symbolizes his sacrifice.
In fact, these two paintings are completely framed by Christian iconography:
the title, The Murder of the Innocents, draws on the Massacre of the Innocents

recounted in the Gospel of Matthew, in which Herod orders the execution of



exercises of a student, but the hesitations of an artist at the beginning of his
mature path. In Gat's paintings from the early 1950s we find intimate interiors,
urban landscapes like the views of Jaffa, and portraits on the backdrop of the
urban views. Accordingly, the color palette of these paintings ranges between
dark murkiness and fresh vitality, executed with a rich and swift brush in the
manner of Expressionist painting. “Eliahu Gat depicts Jaffa’s atmosphere,” stated
areview of The Ten group'’s first exhibition, adding that “his forte is the beauty
of colors, which portray the brilliance of the sky, water and earth.”"~ Indeed,
Gat’s early artistic language was gradually crystallizing at this time, and will
reach maturity towards the mid-1950s.

In 1951, the year of The Ten group’s foundation, Gat married Chaya
(née Zig) - a Tel Avivian who worked as a coordinator of Mapai’s organization
department, and the two moved into a flat on HaAvoda Street in Tel Aviv.
During this period, Gat was preoccupied by the hardships of everyday life and
the formulation of his personal and artistic identity.”” While he was adapting
to life as a young husband, and as a recognized artist and member in an active
group that started to gain prominence in the local art scene,” " the couple decided
to take a trip to the city whose call was heard by many Israeli artists - Paris.

The Gats arrived in Paris in 1952. Chaya found a position at the Israeli
Embassy on behalf of Mapai, while Eliahu enrolled in the atelier of mural
painting under the painter Jean Souverbie at the Ecole des Beaux-Arts, on a
government scholarship.”~ While Gat did not speak French, it was his brush’s
“mother tongue,” and thanks to his skill with languages, it was not long before
he started speaking and reading French. In Paris he spent time with other
Israeli artists who lived in the city, particularly Ori Reisman (who also attended
Souverbie’s atelier at the same time), Michael Gross (who also studied at the
Beaux-Arts but under the artist Marcel Gimond), Lea Nikel (whom he had not
met since the two split up before she left to Paris), and others.

Souverbie was a French painter known for his allegorical nudes that combine

classical physical monumentality with the influences of Cubism and the innovations of
Modernism. First influenced by the painter Maurice Denis and “Les Nabis,” he trained
at the Académie Ranson, where he befriended Pierre Bonnard, Edouard Vuillard,
and Félix Vallotton, and developed his typical Classicist style. In 1945 he founded and
headed an atelier of mural painting at the Ecole des Beaux-Arts, which Gat attended.
Souverbie trained his students in the spirit of his art: he objected to the trends of
abstraction and taught structured figurative painting based on methodology, a use
of colors that serve the general composition, and “blocks the canvas.”~ Souverbie
also imparted his principle of establishing affinity between art, man and nature, and
spiritual and physical representation of the elements of nature.”* While Gat did not
practice all of Souverbie’s artistic teachings, and his influence did not fully manifest
itself in Gat’s paintings during that period, in this atelier the young artist received
support and validation for his artistic world view. A decade would pass before his art
will formulate the insights he absorbed during his time in Paris.

In late 1952, the couple returned to Israel and Gat rented a studio in Old
Jaffa. Upon his return, he enrolled in the Art Teachers School in Tel Aviv (the
first incarnation of HaMidrasha at Beit Berl College), and started teaching art
at elementary schools. As though awaiting his return, The Ten group did not
participate in any exhibitions while Gat was in Paris. The group’s fourth exhibition
was held at the Tel Aviv Artists House in 1953 under the title The Group of
Nine (since this time it featured only nine artists). On the backdrop of Tel Aviv
Museum of Art’s jubilee exhibition in late 1952, in which the works of Ofakim
Hadashim’s artists were given preference (in both location and arrangement),
the position of The Ten group as well as its oppositional stance became more
poignant. The Group of Nine exhibition featured representational paintings
of landscapes and life in Israel, and the reviews identified the artists’ growing
proclivity towards representational and social painting. The artists backed this
direction with the publication of a brave pamphlet titled “Art in the Forge of
Life,” signed by “one of the nine” (but in all likelihood was penned together by

the group) - a pampbhlet that can be seen as an extension of the group’s “credo.”



and Eliahu Gat, who to some extent was the group’s undeclared leader.

The name The Ten group (also The 10 group) was selected, as mentioned
above, by its members since it numbered ten artists, but it is quite possible that
the intention was also to add another link to the chain of the exhibition The
Group of Eight (1942, HaBima) and the exhibition The Group of Seven (1947, Tel
Aviv Museum of Art), and through this comparison underscore the differences
and disparity between theirs and the other exhibitions that featured their teachers
and peers from Ofakim Hadashim. The Ten group was not cohesive in terms of
its members’ artistic expression. Rather, they were united by the common goal,

as emerges from the group’s statement, brought here in full:

“The Ten” group is a completely accidental name taken by

ten painters who teamed up for a group exhibition in 1951.
However, the common exhibition and crystallization of

the group are not as accidental as the name, and they are
united by a common ideological platform. These painters

are the third generation of Israeli painting. Most of them
were born or raised in Israel, and they have a profound sense
of the homeland and its landscape, without the legacy and
memories of faraway foreign places. We have felt a need to
explore new means of expression to create art that is rooted
in the Israeli landscape and its people. From the unity of

life, we strove to achieve a unity of form and style. We are
convinced that the separation from the reality surrounding
us and turning to foreign sources will lead us to dry and stiff
formalism and to barren art. Despite the individual differences
in the temperament and attitude of each and every painter

in the group, one can easily sense the common thread that
connects them into one chain of Israeli painting. Indeed, we
do not presume to say that we have already discovered “Israeli
painting,” this painting will only emerge from the labor of

generations. But we honestly and wholeheartedly believe that

we can be one link in the chain that leads to the desired object,
to art that grows from the love of the landscapes surrounding

us and the people in them.

As can be deduced from phrases like “art that is rooted in the Israeli landscape
and its people” or “art that grows from the love of the landscapes surrounding
us and the people in them,” and from the use of terms such as “sense of the
homeland and its landscape” or “Israeli painting,” The Ten group sought reality,
localism, and a sense of rootedness. In lieu of universalism, The Ten group offered
localism, and in lieu of the trends of abstraction, its artists advocated different
degrees of figuration, concluding that “separation from the reality surrounding
us and turning to foreign sources will lead us to dry and stiff formalism and to
barren art.” Although they did not issue any formal statement challenging Ofakim
Hadashim’s world view, the “credo” of the ten artists nevertheless reflected an
antagonistic position. Thus, for instance, in a speech made by Reuven Rubin at
the opening of The Ten group’s first exhibition, he stressed that the group offers
an alternative to the radical Modernist approach of Ofakim Hadashim. ‘ In fact,
The Ten group was the only organized group of artists contemporaneous with
Ofakim Hadashim. The dominant presence of Ofakim Hadashim has rendered
the group an inevitable point of reference in the characterization of various
elements in the Israeli artistic arena. =~ Of these elements, which also included
the (urban and kibbutz) Social Realism artists, the 1948 generation artists, and
artists whose works were influenced by the Holocaust, The Ten group was the
foremost organized challenger of Ofakim Hadashim. Little wonder then that it
soon gained recognition, weight, and importance in the artistic discourse of the time.

Eliahu Gat’s paintings from that period are characterized by a delicate
synthesis of painting based on observation and moderate Expressionism in the
style of the Jewish School of Paris, adhering to varying degrees of mimesis on
the one hand, and freedom from the particulars of reality on the other hand. In
a way, these were still the traces of Gat’s oscillation between the artistic values

he acquired at Avni Studio and “The Studia.” However, these were not mere



Yehezkel Streichman and Avigdor Stematsky’s “The Studia.” Gat - along with some
of Avni’s other students, including Michael Argov, Efraim Lifshitz, David Lan-Bar,
Tsipora Brener, Sioma Baram, Zvi Tadmor, Shimon Zabar, and Dani Karavan - was
won over by the studio’s new approach. This group joined the students who already
attended “The Studia,” among them Itche Mambush, Lea Nikel, and others. In “The
Studia,” the students’ brushes were liberated from the shackles of the method to
which they were accustomed. The young artists now learned to prefer abstraction,
to abandon anachronistic romantic expression, to adopt a freer, more daring and
vibrant color palette, or in short - to be more “modern.”

Gat’s time at “The Studia” coincided with the establishment of Ofakim
Hadashim (“New Horizons”) group, whose prominent members included Streichman
and Stematsky. The spirit of the group was heralded by the exhibition The Group
of Eight (1942, HaBima), and the seminal exhibition The Group of Seven (1947,
Tel Aviv Museum of Art), and was first realized in Ofakim Hadashim’s debut
exhibition at Tel Aviv Museum of Art in 1948, in which their vision began to take
shape and was articulated in words. Thus, for instance, in the artists' statements
printed in the exhibition catalogue, Moshe Castel claimed: “We cannot express
ourselves these days in the same hackneyed manner that was suitable in the
past,” and the group’s undeclared leader Joseph Zaritsky stated: “l am confident
that, eventually, the art of painting and sculpting will belong to all mankind, but
it will be a mistake to say that this form of art will be naturalistic.” " Zaritsky,
then, carried the banner of abstraction.

And so, Gat’s preference of “The Studia” at that time meant that he
was at the heart of the artistic struggle between the figuration camp and the
abstraction camp, between the claim for conservatism and the pursuit of progress,
and between cultivating art that turns to the place in which it is created and
fostering a universal art. These dialectics forced Gat to confront their meanings
and formulate his artistic outlook on the backdrop of what would later become
known as the battle over the throne of Israeli art hegemony and nature.

Eliahu Gat attended “The Studia” until 1948, the eve of the establishment
of Ofakim Hadashim and the eruption of the Independence War, when he
was drafted as a machine gunner in IDF’s Alexandroni Brigade. Before starting

his IDF service, Gat managed to register as a member in the Painters and

Sculptures Association as well as marry the painter Lea Nikel. Their marriage
lasted throughout the Independence War and ended in 1949, before Nikel's trip
to Paris. ~ That same year, Gat received an award in memory of the sons of six
artists who fell in the War of Liberation, and was released from IDF service as the
War came to an end. In the ensuing period, Gat developed, experimented, and
considered his early artistic language. At the time he was still very much under
the influence of his various teachers, and the artworks he created during this
period attest to a process of searching for an artistic path, which was gradually
taking shape and formulated. This concludes the education chapter in Gat’s life
(although his future still held an important period of training in Paris), from
which he emerged as an artist, taking first steps towards his mature artistic

future, ready to man his positions.

c. The Ten Group: 1951-1960

In late 1949, Eliahu Gat and some of his peers from “The Studia” participated
in an exhibition at the mythological Kassit Café, the watering hole of Tel Aviv’s
artists, novelists, poets, and intellectuals. In one of their meetings at the bohemian
café, the young artists signed a letter addressed to the Painters and Sculptures
Association: a request to hold a group exhibition at the Tel Aviv Artists House.
Their request was rejected. ” They approached the Association again a year later.
This time they were invited to the home of the Association’s chairman, the painter
Reuven Rubin, where they agreed to hold the new artist group's debut exhibition
in February 1951. In that meeting they also decided on the name - The Ten group,

after its ten members: Elhanan Halperin, Shoshanah Levisohn, Efraim Lifshitz,

Moshe Prupes, Shimon Zabar, Dan Kedar, Claire Yaniv, Nissan Rilov, Zvi Tadmor,



Zionist, wished to instill the values of the movement in his son, and so when
Gat came of age, his father sent him to Pre-State Israel so that he could nurture
ameaningful personal and national future, develop a Hebrew identity, but first
of all - acquire the Hebrew language.

And so in 1937, 18-year-old Eliahu Gat immigrated to Pre-State Israel
and settled in Haifa. Before too long, he spoke fluent Hebrew and enrolled in
architecture studies at the “Technion.”” Gat studied at the Institute for two years,
until the Second World War broke out in 1939, and his father - whose businesses
suffered as a result of the rise of anti-Semitism and the persecution of Jews in
Europe - stopped sending his son money for tuition fees and living expenses.
Having to quit school without completing his studies, Gat joined Kibbutz Maoz
Haim and then Kibbutz Nir Haim (now Nir Am)"~ earning his living as a dockhand
and a seaman in Haifa’s port. In 1942, he joined the Royal Engineers in the British

Army, and at the same time, embarked on his artistic training.

b. First Steps: 1945-1950
In 1945, while still in the British Army, Eliahu Gat enrolled in Avni Studio - “The

Painting and Sculpting Studio near Tel Aviv Workers’ Council,” established in
1936 under the directorship of the artist Aharon Avni. The school enjoyed the
patronage of the Tel Aviv Workers’ Council, since Avni was a member of the
Labor movement, one of the founders of HaNoar HaOved (“Working Youth”)
in Jerusalem, and one of the first members in young Mapai in Tel Aviv. These
aspects were also manifested in the artistic ideology of Avni, who believed in the
affinity between art, society, and social values (for instance the importance of the
educator, and particularly the art educator), and considered artistic creation to
be an expression of Zionist fulfilment.” The curriculum in Avni Studio included
painting classes with Aharon Avni and Yehezkel Streichman, sculpting classes
with Moshe Sternschuss, history of art classes with Prof. Joshua Schorr, and

more. There were weekly plein air painting workshops in the area surrounding

the Studio, and trips to Jerusalem, Rishon LeZion, Givat HaShlosha, Zichron
Yaakov, Safed, Tiberius, and other locations throughout the year. An end of the
year exhibition was held each year.” In his two years at Avni Studio, Gat laid
the foundations for his art: this is where he established the affinity to French
painting, where he absorbed the power of plein-air landscape painting, where he
cultivated the link between art and place - between the joy of creation and the
love of the country, and where he faced for the first time the conflict between
tradition and innovation, conservatism and avant-garde.

In 1945, Streichman quit Avni Studio and founded “The Studia” together with
his colleague Stematsky.” The two (who were given the moniker “Streichmatsky”)
were joined by Marcel Janco, who taught drawing and composition, and Eugen
Kolb, who taught art history.” Guest artists were invited to give students’ reviews,
among them Joseph Zaritsky, Aharon Kahana, Yehiel Krize, Avraham Naton,
Aryeh Aroch, Yitzhak Danziger, and others. Dr. Haim Gamzu also visited from
time to time.” “The Studia,” the painting studio that split from Avni Studio
after disputes over the nature of art (which quite possibly also had political
undertones, namely, the support of Mapai versus Mapam),  contested the
conservative attitude that drew from the tradition of French painting - from
Realism to Postimpressionism and moderate Expressionism - espoused by Avni
Studio, and adopted the more progressive painting trends, influenced by Pablo
Picasso, Georges Braque, Chaim Soutine, and Georges Rouault.

In 1946, after a stint in the British Army in Mandatory Palestine (Pre-State
Israel), Gat was stationed in Egypt. He took advantage of his time in Cairo and
enrolled in painting classes organized by the British Army at the art academy.
Gat completed his service later that year, and returned to Pre-State Israel, where

he settled in Mahlul neighborhood in north Tel Aviv and re-enrolled in art classes at



a. Early Life
Eliahu Gat (Gulkowitz) was born in the winter of 1919 to a Jewish family in the
small town of Dokshitz, Belarus. His father Aryeh was an engineer and industrialist
who ran a turpentine refinery, and his mother Bella (née Vorobeichic) was also
an engineer. The couple had two sons and a daughter, of which Eliahu was the
eldest. In 19206, the family moved to Poland and settled in the small town Wilejka
in the Vilna Governorate. The town had a religious Jewish community, which
after Theodor Herzl’s 1903 visit to Vilna (an important Jewish center and an
enlightened emerging Jewish socialist center) experienced a Zionist awakening.
And so, the town saw the establishment of the Zionist Association, a cell of the
Bund (“The General Jewish Labour Bund in Lithuania, Poland and Russia”), a
Heder, and a Hebrew library (which due to the government’s objection, operated
from a private house). Later on, a Yiddish language elementary school, “Tarbut”
school," and Zionist youth movements such as HeHalutz (“The Pioneer”),
HeHalutz HaTzair (“The Young Pioneer”), HaShomer HaTzair (“The Young
Guard”), HaShomer HaLeumi (“The National Guard”), General Zionist Youth,
and Betar were also founded in Wilejka. Alongside these, the town also housed
branches of the General Zionists, Poale Zion (“Zion’s Workers”), HaTzohar (“The
Revisionists Zionists”), and Maccabi Sport Association. There were also classes
in Hebrew, Hebrew literature, and the history of the Jewish people, as well as
drama and music classes, and film screenings in Yiddish. This was the backdrop
against which Gat (at the time still Gulkowitz) grew up. Young Gat attended
a Polish gymnasium where he excelled in his studies, and was a member of

the General Zionist Youth movement. His father, who had become an ardent



and the accompanying exhibition will serve as the first step towards a renewed,
albeit belated, recognition in Eliahu Gat, the attitudes of his art, its quality, and
the power of the Eros that burns in it.
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By all accounts, the story of Israeli art is laid before us in its books, exhibitions,
institutions, and agents. However, as we know, alongside art’s centers and
main stream there are counter-streams and fringe-streams, which at times not
only flow but also gush and cascade. Eliahu Gat (1919-1987) belonged to these
streams - he never joined the ranks of canonical artists and never conformed
to the dictates of the prevailing trends, but was rather driven by a personal ar-
tistic conscience and a coherent cultural position towards the art scene. While
sometimes criticized, this position was no less than brave. In that sense, Eliahu
Gat’s art belonged to the elements that fought for a heterogeneous art field, and
which helped make the cultural arena boarder, more diverse, and more critical.

Eliahu Gat was one of the greatest Israeli painters. A wild colorist and
a gentle draftsman, the master of tumultuous expression and passion, and an
incorrigible lover of the landscapes of Israel. Gat was also one of the founders
and the undeclared leader of The Ten group, participated in the exhibition
Tazpit, founded and was of the leaders of Aclim group, received the Dizengoff
Prize for Painting, initiated many artistic activities, was an esteemed educator
who taught countless students, and an intellectual who held a sound cultural
position in the local art scene.

It has been over three decades since the Israel Museum in Jerusalem opened
Eliahu Gat’s last retrospective exhibition and since the publication of the only
catalogue dedicated to the artist’s oeuvre to date, written by the exhibition’s
curator Yigal Zalmona. Now, thirty years after he passed away, this monograph
on Eliahu Gat’s life and work is published on the occasion of an exhibition of his
works. This book unfolds the story of Eliahu Gat chronologically, divided into
chapters according to the periods and the central bodies of work he created in
them. These are followed by a visual chapter arranged by Gat’s various bodies

of work with an extensive selection of his paintings. My hope is that the book
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